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Kathak  Dance 


RRTT  TO  1R  TOfTO  TORTO  TOTOR  TO  TO/T  Rip:  TOTO  TORTO  WTO  TTOT  f| 
fTOTOR  TOTOcTO  TO  TgTOlf ,  taM'(  U,fd^lR-l=b  TOTO,  TRT3TO  TO  TOT-WTO 
tort  =hciicbiO',  TnfTOfRTOT  TOTO,  ifTOdi  TOt  frown  TO  row  tom 
roror  TOTO  ti  TOrrfro  totrTO  TOt  TOtotrtq;  ■iff  w  froro  w  trtTO  roTO 
t  TO  wrofro  rom  TO  rTO  ttrt  tom  3  -^r  TO  TOrojyf  tor  roro 
rti  roTO  3tr  y-ufro  'roTOTO  rot  rt  'tot1  TO  tr  TO  TOtfro  Mro 
IRf  TO  trow  TOt  fTOTOw  TOwrt  TOt  TOTOtiTOtt  tot  strth  rTO  ti 

TTTl%R  if  TORT  TOTO  TOTO  3  TORTO  t,  TOl'  1R  R  TOTO  TO  TOTO  tl 
1R  to  w  tort  TOTOfTO  ffrora  TOTrorof,  TOt  tjtft,  rTOr  tTOr 
RW  lid  TO  TO  TOp  TOTO,  TO  TO^TcT  TO  TOTO  TOt  WTO  TO  TR  TO  TOt 
TO  t,  TO  ■groPfWcT  TOro  to  toto  ti  roTO  to^?t  wto  (^tto)  to 
froro  w  TOTO  frow  t,  TO  ^Rfro  rot,  iTOt  TO  aprffr,  TOTOTOf 
rTO,  TOTO  tot  TOfTO  TOTOTOTO  to  w  TOrwt  ti  tot'  i2TOf  rot  TO 
19TO  TO  w  TOt  TOTO  to  t,  fro#'  TOTOrw  tor  rt  TOTO-rtwt 
tor  toto  ti  TOTOttwt  TOTO  TO  TO  TOrft  roTOTO  ir-tTO  tot  wr 

ITOI 

t§TO  TO  TO  ifTO  ^  Rrf-  TO  TOTOmTOTO'  totr  TO  TOfTO  TO  TO 
TO  RTOT  TOR  (2500-1500  tw  it)  TOT  W  IRT  roi  TO 

TOTO  iRf  "gsTTOf  TO  tjto  ti  to  TO  totr  rojTOr  TO  3rpn  TO  ro  TO 
TO  torht  to,  fTOTO  3tot  TOt  to  tr  toTO  h  fro  TO  ro  TO  totott 
Rldl  tl 

TO  ‘HTdylH  TO  TOTOT-RTR  TOTtR  1R  TO  W#T  TTR  TO  WT  TO 
TOTRTO  t,  TO  TOW,  1RT  TO;  TfTOlTT  TOf  TORT  TOf  TOd  ^■KITO  tl  RlHdfi 
to  to  tTOtott  froro  rtttt  t  fro  ^rrft  rot  TOTO-  totTO  ttTO  trot 
TEf  W  TOl4  TOT  TTTOT  1 1  TOTOT  TOR  TOf  TOTO!  TOn  TO  TOT  t  tf  RFTT  RTTO 
tl  RRTO  TO  3TJTTTT  wt  TOT  TOT  fRTOTTT  RiTOr  t  RTO,  TTFlt^  t 
tTOTO,  TOjtn  3  irof  sfro  rsTOTO  ^  ro  TOtot  froro  ti  TOf  iro  TOttoto 
TO  t  fTO  TOldH  TOTT  t  TTO  RRR  tR  fRT§T  t,  fTOTO  36,000  TOffTO 

tl 

TOSR-TOTR  t  TJTORT  toTOTO  TOTRTT  TOf  tfTO  t  "pT  3tr  TfTOcT  TOW  TO 
3TRTOfTO  TOR  tl  TOTO  TOf  TORT  f  wTO  TlTO  TOfRTO  3TRf  TOf  TTsfT  TOTTTT  t 
atr  torttor  tto  toIto  ttto  tow  tldi  ti  tttitttoTO  tto  TOTO  totTO  TOf 
TfTOfro  TOTTO  tl  TTTO  TO  TOR-TOR  RTOTO  ^RT  3tTO  3TN  TOW  TO  3TRTO 
TO  TORT  TOfr  RTO  TORT  TOfTO:  TOTRT  TO  TOTO  TO  TOfrofTOTO  fSTTI 

totTOto  TOfR-fro'TOf  TO  ritttt  i?r  TO  TOto  to^TO'  tot  TOro  TOro  rttot 

t—  dldTO ,  1RT  affr  1TOI  TOTTOR  TO  TORTOTO  TOR  TOT  TOTOTOTOT  Slcll  RTTOT  tl 
TOTRTORt  1R-TOTW  TOTO  TO  RfTOffTOTO  RR  RfRTOTOR  IR-TOTOf  TO  W  TOTOT^ 
TO  RWR  TO  TORT  RTTOT  RTTOT  tl  •JcTO  TOffRTOT  TOTOrofTOTO  t  TOfT  W  fTOfTO 

toto  TO  w  fTOroro  tot  ITOtor  toto  TOfroroTW  torTO  TO  fro;  tot^to  fTOroT  rttot 
ti  p  itTO  toto  TO  top  ir  t,  TO6I  'rorffr  TO  toRiITOIrtot  to  TO  fTOrff  totto 
toto  wfro  torTO  t,  TOt  to  tf  t  fTOrff  3r«f  TO  yfdmRd  tottTO  ti  ir  3tr 
TOTTOTO  TO  'TORTTOTOTOff  TO  TO  TOTTTO  TORTO  TO  fro;  1TOT  TOcfTO  TO  tototTO  toto 
TOtor  torTO  TO  TOTO  tfror  TOtii  zi¥  totottt  t-  ^jnR.  wro,  towtt,  TOt, 
ffe,  ro,  TOrttt,  spin  TOt  TOtoi 


Dance  in  India  has  a  rich  and  vital  tradition  dating  back  to  ancient 
times.  Excavations,  inscriptions,  chronicles,  genealogies  of  kings 
and  artists,  literary  sources,  sculpture  and  painting  of  different 
periods  provide  extensive  evidence  on  dance.  Myths  and 
legends  also  support  the  view  that  dance  had  a  significant  place 
in  the  religious  and  social  life  of  the  Indian  people.  However,  it  is 
not  easy  to  trace  the  precise  history  and  evolution  of  the  various 
dances  known  as  the  ‘art’  or  ‘classical’  forms  popular  today. 

In  literature,  the  first  references  come  from  the  Vedas  where 
dance  and  music  have  their  roots.  A  more  consistent  history  of 
dance  can  be  reconstructed  from  the  epics,  the  several  puranas 
and  the  rich  body  of  dramatic  and  poetic  literature  known  as  the 
nataka  and  the  kavya  in  Sanskrit.  A  related  development  was 
the  evolution  of  classical  Sanskrit  drama  which  was  an  amalgam 
of  the  spoken  word,  gestures  and  mime,  choreography,  stylised 
movement  and  music.  From  the  12th  century  to  the  19th  century 
there  were  many  regional  forms  called  the  musical  play  or 
sangeet-nataka.  Contemporary  classical  dance  forms  are  known 
to  have  evolved  out  of  these  musical  plays. 

Excavations  have  brought  to  light  a  bronze  statuette  from 
Mohenjodaro  and  a  broken  torso  from  Harappa  (dating  back  to 
2500-1500  B.C.).  These  are  suggestive  of  dance  poses.  The 
latter  has  been  identified  as  the  precursor  of  the  Nataraja  pose 
commonly  identified  with  dancing  Siva. 

The  earliest  treatise  on  dance  available  to  us  is  Bharat  Muni’s 
Natya  Shastra,  the  source  book  of  the  art  of  drama,  dance  and 
music.  It  is  generally  accepted  that  the  date  of  the  work  is  between 
the  2nd  century  B.C.-2nd  century  A. D.  The  Natya  Shastra  is  also 
known  as  the  fifth  veda.  According  to  the  author,  he  has  evolved 
this  veda  by  taking  words  from  the  Rig  veda,  music  from  the 
Sama  veda,  gestures  from  the  Yajur  veda  and  emotions  from  the 
Atharva  veda.  There  is  also  a  legend  that  Brahma  himself  wrote 
the  Natya  veda,  which  has  over  36000  verses. 

In  terms  of  the  classical  tradition  formulated  in  the  Natya  Shastra, 
dance  and  music  are  an  inextricable  part  of  drama.  The  art  of 
natya  carries  in  it  all  these  constituents  and  the  actor  is  himself 
the  dancer  and  the  singer,  the  performer  combined  all  the  three 
functions.  With  the  passage  of  time,  however,  dance  weaned 
itself  away  from  natya  and  attained  the  status  of  an  independent 
and  specialised  art,  marking  the  beginning  of  the  ‘art’  dance  in 
India. 

As  per  the  ancient  treatises,  dance  is  considered  as  having 
three  aspects  :  natya,  nritya  and  nritta.  Natya  highlights  the 
dramatic  element  and  most  dance  forms  do  not  give  emphasis 
to  this  aspect  today  with  the  exception  of  dance-drama  forms 
like  Kathakali.  Nritya  is  essentially  expressional,  performed 
specifically  to  convey  the  meaning  of  a  theme  or  idea.  Nritta  on 
the  other  hand,  is  pure  dance  where  body  movements  do  not 
express  any  mood  (bhava),  nor  do  they  convey  any  meaning.  To 
present  nritya  and  natya  effectively,  a  dancer  should  be  trained 
to  communicate  the  navarasas.  These  are  :  love  (shringar),  mirth 
(hasya),  compassion  (karuna),  valour  (veer),  anger  (raudra), 
fear  (bhaya),  disgust  (bibhatsa),  wonder  (adbhuta)  and  peace 
(shanta). 


RRt  ?tr  rt#t  ci.ncb^ui-  rtsr  sfk  rtttr  rtt  sfjrttr  f%RT  rtrt 

tl  R1RR  TJRRtfRR,  clUlpr-ld,  fRRfRT  sfk  3TtRTcfl  tl  TRtRtfRR,  RRRR 
cd-MIrHcb  3qfc  TJTT  tl  3#HR  RR  fdRIlRd  3T*f  3#|oi|fcW  tl  A?  3ffRRT, 
TTTtT  3fk  3Rft;  qiPdRi .  RTRR  sfR  RTRR;  3^|4,  t?T^?T  sffT  3T<RR>K;  sfR 

■HiR^cb .  RTRf  srk  3^04^4  %  str  -hj-miRci  Irtrt  ti 

RTR  3tr  '5rR73  TTRRTTtf  R  ^JRT  RR  RRRT  RT  RR  R  fRRTT  fRTRT 

t,  fRRR’  RTRR  TTTtT  RR  RRRjR  3rfHoi|fck1  RT  RTfR  %  ?R  tf  fRTRT  RTRT 
tl  ?Rk  (3RT)  %  RRTR  RTRRtR  3#'  Rjf  fRT,  RR,  RRTff  3fR  fRRTT  3#' 
%  RR  3  RRT  HHcflR  RTRf  (RRlRt)  Rff  Rfgf  t  RfRTT  RRt  RRT  %T 
%  RRf  Rl'll  RRT  3RR  wlA  Wlsl  %  TRR  R  RRRTR  Rif  RTRf  tl 

RTRR  %  Rf  rRiRrcI  46<R  RRJRfRTRR  3rfa  ^Icrfl  %  RRRT  1 1  RRT  RTTJRfRTTRT 
%  Rt  RRRT  t,  fRR%  RTR  t-  RTHRRRf,  Rtf  RTRR  RTT  3^MR|Rr> 
RTRRfRTTRT  t  3tl  ^RT  efTRTRRf  RT|  RR  RTfRT,  RRTRRTRt.  RRTfRRTRt  RT 
RTRfRTRT  %  RTR  t  SRJRTfRRI  ^teft  RT  =rfR  RTf  RR  RFTf  R'  RRffR  fRTRT 
RT  RRTRT  t-  t>R+l.  RTTTR  RRRJ  %  RTRR  R  TFRTRT  3RpR.  R^T  RffRRRR; 
3RRRt,  3t1rr41  RTRlfRcT;  TTdRdl  RR  RRf  RTT  fRRR  fRTRT  RTRT  t  RR 
3TRRT  fTTRTT  RRRfR  fRTRT  RTRT  t  3fk  RRcft  (RTTf^RT  3TR)  | 

WlfeRf  %  fRRTTR  %  RTR  RTRT  t  ^J?R  RR  %  MRr  RFTf  R'  fRRTfRR 
fSTTI  FTRt  3RHt  TJRRT  Rlct  t  RR  fRRTR  RRR  RTf  R^fd  RR  RRR  fRTRT; 
RT^RT  R  3TRt  fRfWRT  RTRT  Rff  I  3RT;  ‘RTRTT’  Rft  3RtRT  RRRT  ^TfRTRT  RRf; 
iRF#'  FR  3TTR  RRTRT3RR,  RTRRRTt.  ^Rhjft,  RTRRT,  RfRjt  3fR  RfRt 
%  RR  R  RTRt  tl  R?T  3T|Ro(|r1  3fk  RTRtR  ^Rf  %  RcR  RRT  RTtfRRT 
fRfRRRTR  t,  RT  RTRT,  RTTR  %  TTRTTttt,  RTTTRT  3^1  RRT  R^R  % 

RR  %  3TRTTT  t  TRRfRR  tl  RfRR  3TTrRT3Tf  %  3R?RTR  3fk  ^  3TTrRT3Tf 
RTt  RTTR  RTTt  %  Iciy,  Rf  -JcR  fRTR  Rid  tl  3RR  R5T  3TT^fRRT  RRRTTtRRT 
■=JRT  %  %R  Rt  RRT  TT^jaf  ^R  fRRTTR  tl 


An  ancient  classification  followed  in  all  styles  is  of  Tandava  and 
Lasya.  Tandava,  the  masculine,  is  heroic,  bold  and  vigorous. 
Lasya,  the  feminine  is  soft,  lyrical  and  graceful.  Abhinaya, 
broadly  means  expression.  This  is  achieved  through  angika,  the 
body  and  limbs;  vachika,  song  and  speech;  aharya,  costume  and 
adornment;  and  satvika,  moods  and  emotions. 

Bharata  and  Nandikesvara,  the  two  main  authorities  conceive 
of  dance  as  an  art  which  uses  the  human  body  as  a  vehicle 
of  expression.  The  major  human  units  of  the  body  (anga)  are 
identified  as  the  head,  torso,  the  upper  and  lower  limbs,  and  the 
minor  human  parts  (upangas),  as  all  parts  of  the  face  ranging 
from  the  eyebrow  to  the  chin  and  the  other  minor  joints. 

Two  further  aspects  of  natya  are  the  modes  of  presentation 
and  the  style.  There  are  two  modes  of  presentation,  namely  the 
Natyadharmi,  which  is  the  formalised  presentation  of  theatre  and 
the  Lokadharmi sometimes  translated  as  folk,  realistic,  naturalistic 
or  regional.  The  style  or  vrittis  are  classified  into  Kaiseki,  the  deft 
lyrical  more  suited  to  convey  the  lasya  aspects,  the  Arbati,  the 
energetic  masculine,  the  Satawati,  often  used  while  depicting  the 
rasas  and  the  Bharati,  the  literary  content. 

Nurtured  for  centuries,  dance  in  India  has  evolved  in  different  parts 
of  the  country  its  own  distinct  style,  taking  on  the  culture  of  that 
particular  region,  each  acquiring  its  own  flavour.  Consequently, 
a  number  of  major  styles  of  ‘art’  dance  are  known  to  us  today, 
like  Bharatnatyam,  Kathakali,  Kuchipudi,  Kathak,  Manipuri  and 
Odissi.  Then  there  are  regional  variations,  the  dances  of  rural  and 
tribal  areas,  which  range  from  simple,  joyous  celebrations  of  the 
seasons,  harvest  or  birth  of  a  child  to  dances  for  the  propitiation 
of  demons  or  for  invoking  spirits.  Today  there  is  also  a  whole  new 
body  of  modern  experimental  dance. 


c 

TORTO  TOTO  k  dcRpR  TORT  TOTO  4  <r|  4,  fTORTOT  3Rf  TTRT  RTRTRt  4 
4l  TORlRK  RT  ct>5Ml  ■y-k  Rl<r)  RR  <4lJl  4f4  4,  k  RTR:  RRTORT3ff, 
RklfTOTO  TORT3ff  3^  RRTORT3ff  %  fkrJR  3TTRR  RT  TOsTlfk)' 

rr  r4r  tot4  4i  rr  rrt  4kRro  rrrr  k  tor  4  rito  ststti  torr  k 

^RIR  RRiqTlletl  r-iH  k  Hriy  !TRR  TRTR  kr  tJTOR  RrIrci  RTR  "4  TORf 
kl  ^R  W  RufHlcHTO  f?I  %  1^  RTTO  TOR  TOT  fa  TOW  f3R  3t4  RR 

to4  3ttr  torto  k  tor  4  frok  k  Rk  ?r  ^jtr  %  Prtow  k  rttttoT 
k  4f  RRTO3R  rtrrt  4i 

kroR  r4,  k  fro  15k  Rk  4  tor4  to  3  RkroR  rt  3k  fRkRR: 

Rfk  SflkTOR  4  TOTOcHTO  3k  WlldlWTO  kf%UcF  TRJfk  TO  RRK  k 

kin;  rrrtr  fkm  w-^tot  k  fkR  rtr;  krok,  tjtrtr.  rrrtr  3k 
k  tot4  k  rtr  r?tr  Rf4ro  ffi  ire  km  k  rtrIto  tjtotr: 

RRTO  (kkfk  TOR  RtTO  4  R*JTT)  4  RTO  R?TO1Jnf  fRTOTR  RTI  RR  3TR4 
3RR  4  RkR,  '•J7R  3k  TOTTOTO  TO  RTOfaR  4l  TWdldl  "4'  ^JTOT,  TORfk 
TJTO  TO1R  TO  TOTO  fRRTTT  RT,  k  RkTR  RRRTTRR  ^JcR  k  RIR  3TRTlk  4 

fkkr  4l 

^Reff  k  3TTWT  k  RTR  fR  ^J?R  k  RR7  RR1  RfTRTRH  fRTOI  4fk  k 
3HMH  4  kTOt  HSd  k  RTRTT  RTO  RR>  kk-l  4  3TRRT  TRTR  RRTRT,  fRRRT 
rtttto  R^gkroro  4  arfrok  Rfkk  sttri  fk^,  3k  gft^R.  4k  rtrt4  4 
TORTO  TOR  kk  4  RRR  3k  RRhCRR  k  RRT  f4Pk  TOT  R  Pd  +  Rld  1T3TTI 

gfero  r4  k  aqkk  rrt'  rt  from  kr  tkn  rrt  sk  rtr  4  w 

TO  kkk^.  RRTRRRk  RRT  RIRRTrTO  (k^R)  3RRTR  RRH  fkRI 

19k  Rk  R  3TRR  k  3iPlH  TOTR  RTfRR  3lk  RTTR  k  TRRR  k  RTO^ 
R1RRT  TO  TkkR  ^R  kk  RR  fklRI  k  TOk  cRTOR  -RRR  k  3TfRcRpck1 
RRT  RTR  RT  TOlk  RRIRRlk  TRRTOT  Rfk  TRlfk  fkRII  RR^T  RRRT 
3Tkt  RTRTOTf  RT  RTRTTRRT  WR>|dl  k  fkl.  RHT  RTRT  t  3k  RRTTR  RRRT 
R1RR1  ^JTR  TO  3RR  Rfk§;  fRRTOR  f  I 

RTRRj  R  RfRfRfR  (^TR)  Rff  fkw  RRRfk  tl  Rlk  TO  RR  fkdfRR  3k 
RRRR^  ^4  k  RTTRT  RRTR  RR  R  fRRlPdd  kldl  'tl  R1R  k  RRjnf  TRRk 
k  RRR  RTOR  fkT  TORT  t.  RRT'  fRk  k  k  4k  RT  SRjfkk  TO  TOTRTR 
fkRT  TORT  ■§■!  RRT  fkRT  dlpHd  s'lcfl  ^1  RRT  kl^  "^TOR  kf  kt  ®k  RlffT 

k  frok  fkk  rt  tort  fk4  k  Rk'  rt  kk  to  totrIr  kf  fkRT  torti 
rr  RfRfkRRf  kk  kkrk  Rfkk  R  torto  kff  i.  Rfkr  #4  tort 

k  RTR-kTORf  3k  TORT  »ldl  RT  Hid  k  fTR  k  5S^sl  k  RfTRTRR  ^ 
TOTRT  TORTO  kff  tl  kffcRTO  ^51  4'  TTRIRR  k  RTO  Rfed  TOgfR  k  RRR4T 
TOR  RTORfk  TO  fkkT  TORT  f  I  ^tR  (^fR)  RTO4  TOTTO  RTOR\uf 

■f,  toto  Rrfrof  tor  RTOff  k  RkR  k  k^k  k  iRk  k  fRRkr 

3k  RRRTO  RTR  k  RRk  k  kk  TTRTrRTO  TOpf  RTf  RRRT  k  TOcft 
tl  RTRRTTORi,  TOkk  sk  Rfkjff  k  RTR  TORTO  t4  4f  RfRfRfR  k 
RTOk'  k  RTOfTOT  TOR  Wk  TORf  TO  fRRk  fTORT  TORT  tl 

dldl  k  fRfRTO  RRRT  k  din]  ^  'JTOTR  TORT  1?,  k4  RTOTO,  RfTO  3k 
RTR-RTRTTRTO  TOjk  k  R^k  k  RRf  TJTOTO  RRtR  4'  TOR7  TO4  t  3k 
RTTOt  k  did  RT  •Jrd  k  RTR  RRR  k  TORf  4 1  Rcfk  T^TO  TOR  1  RTR ’ 
k  RTR  STTRTO  TOTTff  4,  TOTO  Ref,  RRf"  3k  TOdl^dT  k  Rff-Rff  4f4 
RTTOf  1 1 fd Pd PrrP  k  RJTO3TTR  k  TORf  tl  fRTOT  3pRRR  37RR  (Rkl) 
3k  RTOR#  (3TfRRTTO)  k  TOR  4  RfffRR  RjTO  RRRTTRR  skrRTffTO 
RRTO  TOR  fTORT  TORT  T?l  TOTk  RTR  3?4to  TORRv4  k  RTTRRTO  k 
TORRRTO  TORT  k  PdPdR  d  dl  d  d  RRJR  PdiR  TOl4  4 1  TORTOT  'pT  TTOk 
4  ^JrR  kk  k  RTO  RfR  fRTORTO  Pd4ddl  4l  TORRRTO  3?kf  TOT  Rk? 


Kathak  Dance 

The  word  Kathak  has  been  derived  from  the  word  Katha  which 
means  a  story.  Kathakars  or  story-tellers,  are  people  who 
narrate  stories  largely  based  on  episodes  from  the  epics,  myths 
and  legends.  It  probably  started  as  an  oral  tradition.  Mime  and 
gestures  were  perhaps  added  later  on  to  make  the  recitation 
more  effective.  Thus  evolved  a  simple  form  of  expressional 
dance,  providing  the  origins  of  what  later  developed  into  Kathak 
as  we  see  it  today. 

The  Vaishnavite  cult  which  swept  North  India  in  the  15th  C.  and 
the  resultant  bhakti  movement  contributed  to  a  whole  new  range 
of  lyrics  and  musical  forms.  The  Radha-Krishna  theme  proved 
immensely  popular  alongwith  the  works  of  Mirabai,  Surdas, 
Nandadas  and  Krishnadas.  The  emergence  of  Ras  Lila,  mainly 
in  the  Braj  region  (Mathura  in  Western  UP.)  was  an  important 
development.  It  combined  in  itself  music,  dance  and  the  narrative. 
Dance  in  Ras  Lila,  however,  was  mainly  an  extension  of  the  basic 
mime  and  gesture  of  the  Kathakars  or  story-tellers  which  blended 
easily  with  the  existing  traditional  dance. 

With  the  coming  of  the  Mughals,  this  dance  form  received  a  new 
impetus.  A  transition  from  the  temple  courtyard  to  the  palace 
durbar  took  place  which  necessitated  changes  in  presentation. 
In  both  Hindu  and  Muslim  courts,  Kathak  became  highly 
stylised  and  came  to  be  regarded  as  a  sophisticated  form  of 
entertainment.  Under  the  Muslims  there  was  a  greater  stress 
on  nritya  and  bhava  giving  the  dance  graceful,  expressive  and 
sensuous  dimensions. 

The  nineteenth  century  saw  the  golden  age  of  Kathak  under 
the  patronage  of  Wajid  Ali  Shah,  the  last  Nawab  of  Oudh.  He 
established  the  Lucknow  gharana  with  its  strong  accent  on  bhava, 
the  expression  of  moods  and  emotion.  The  Jaipur  gharana  known 
for  its  layakari  or  rhythmic  virtuosity  and  the  Benaras  gharana 
are  other  prominent  schools  of  Kathak  dance. 

The  technique  of  movement  in  Kathak  is  unique  to  it.  The  weight 
of  the  body  is  equally  distributed  along  the  horizontal  and  vertical 
axis.  The  full  foot  contact  is  of  prime  importance  where  only  the  toe 
or  the  ball  of  the  foot  are  used,  their  function  is  limited.  There  are 
no  deflections  and  no  use  of  sharp  bends  or  curves  of  the  upper 
or  lower  part  of  the  body.  Torso  movements  emerge  from  the 
change  of  the  shoulder  line  rather  than  through  the  manipulations 
of  the  backbone  or  upper  chest  and  lower  waist  muscles.  In  the 
basic  stance,  the  dancer  stands  straight,  holds  one  hand  at  a 
level  higher  than  the  head  and  the  other  is  extended  out  on  the 
level  of  the  shoulder. 

The  technique  is  built  by  the  use  of  an  intricate  system  of 
foot-work.  Pure  dance  (nritta)  is  all  important  where  complex 
rhythmic  patterns  are  created  through  the  use  of  the  flat  feet 
and  the  control  of  sound  of  the  ankle  bells  worn  by  the  dancer. 
As  in  Bharatnatyam,  Odissi  and  Manipuri,  Kathak  also  builds  its 
pure  dance  sequences  by  combining  units  of  movement.  The 
cadences  are  called  differently  by  the  names  tukra,  tora,  and 
parana,  all  indicative  of  the  nature  of  rhythmic  patterns  used 
and  the  percussion  instrument  accompanying  the  dance.  The 
dancer  commences  with  a  sequence  called  That  where  soft 
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TTdTcff  tl 

3dd  dTddT  dd>  ^fd3  ^Td  %  dd  d  ddT  TdT  tl  %dcT  dTddT  df  dTTd 
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gliding  movements  of  the  neck,  eyebrows  and  the  wrists,  are 
introduced.  This  is  followed  by  a  conventional  formal  entry 
known  as  the  Amad  (entry)  and  the  Salami  (salutation).  Then  follow 
the  various  combinations  of  rhythmic  passages  all  punctuated  with 
the  culminating  in  a  number  of  pirouettes.  The  pirouettes  are  the 
most  characteristic  feature  of  the  dance  style  in  nritta  portions. 
Recitation  of  the  rhythmic  syllables  is  common;  the  dancer  often 
pauses  to  recite  these  to  a  specified  metrical  cycle  followed  by 
execution  through  movement.  The  nritta  portion  of  Kathak  is 
performed  to  the  nagma.  Both  the  drummer  (here  the  drum  is 
either  a  pakhawaj,  a  type  of  mridangam,  or  a  pair  of  tablas)  and 
the  dancer  weave  endless  combinations  on  a  repetitive  melodic 
line.  The  metrical  cycle  (tala)  of  16,  10,  14  beats  provides  the 
foundation  on  which  the  whole  edifice  of  dance  is  built. 

In  the  mime  portions  (nritya  or  abhinaya),  words  are  not  used 
in  simple  numbers  called  the  gata,  which  is  performed  in  a 
lyrical  manner  to  gentle  rhythm.  These  are  short  narrative 
pieces  which  portray  a  brief  episode  from  Krishna’s  life. 
A  poetic  line  set  to  music  is  interpreted  with  gestures  in 
other  numbers,  such  as  the  tumri,  bhajan,  dadra — all  lyrical  musical 
compositions.  In  these  sections,  there  is  a  word  to  word  or  line  to 
line  synchronisation  in  the  same  fashion  as  in  Bharatnatyam  or 
Odissi.  Both  in  nritta  (pure  dance)  and  the  abhinaya  (mime)  there 
is  immense  scope  for  improvisation  of  presenting  variations  on  a 
theme.  The  interpretative  and  the  abstract  dance  techniques  are 
interwoven  into  each  other,  and  the  dancer’s  greatness  lies  in  his 
capacity  for  improvisation  on  the  melodic  and  metric  line  on  the 
one  hand  and  the  poetic  line  on  the  other. 

Today,  Kathak  has  emerged  as  a  distinct  dance  form.  Being  the 
only  classical  dance  of  India  having  links  with  Muslim  culture,  it 
represents  a  unique  synthesis  of  Hindu  and  Muslim  genius  in  art. 
Further,  Kathak  is  the  only  form  of  classical  dance  wedded  to 
Hindustani  or  the  North  Indian  music.  Both  of  them  have  had  a 
parallel  growth,  each  feeding  and  sustaining  the  other. 


W3T  W'J\  m-dl'-iqi  %  few  J^HIr^cb 
CREATIVE  ACTIVITIES  FOR  STUDENTS  AND  TEACHERS 


Fq  FFJF  FfqfafqFf  FT  qqftq  FTT^fact,  FWT  q  F^?F  qrt 
fqF  f^rf  ^  3TFFF  qqq  t  : 

-  TOt^I  ^  qft  fqfqq  qt  VIK1R-+  <  I  fa  fa  fa  qT  qi<MU|  3fk 

d+dl<dil 

-  FFTT  %  tBTT  ^  TJcF  qTFF  %  FF 
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qrt  ^^qq  %  farq;  qrqT  bt  qqqn  i,  fqqF'  FFt#  ^q  F  ^0T  ti 
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The  Cultural  Packages  on  dance  and  the  suggested  activities 
aim  at  familiarising  the  students  with  : 

—  the  grammar  and  technique  of  body  movement  of  different 
styles  of  Indian  dance. 

—  dance  as  a  vehicle  for  communication. 

—  the  range  of  dance  vocabulary  and  how  closely  it  is  related  to 
real  life  —  through  stories  of  kings,  super-humans  or  animals 
and  flowers; 

—  the  study  of  the  historical  evolution  of  dance  forms  through 
literary  and  visual  sources. 

A  few  activities  have  been  suggested,  however,  there  is  scope 
for  using  the  illustrations  in  this  package  in  a  variety  of  teaching 
and  learning  situations.  The  teachers  are  requested  to  use  these 
in  as  many  school  disciplines  as  possible.  They  are  also  advised 
to  invite  dancers  to  the  school  for  practical  demonstration  in 
music  and  dance.  Students  may  be  taught  small  dance  pieces, 
if  possible,  for  them  to  have  a  first-hand  experience  of  rhythm, 
music  and  expression  through  body  movement. 

1.  All  classical  dance  forms  in  India  revolve  mainly  around 
themes  from  mythology  and  nature.  Stories  about  gods  and 
goddesses,  the  origin  of  the  earth,  different  aspects  of  nature, 
etc.  are  selected  from  myth  and  legend  and  then  communi¬ 
cated  through  dance.  The  students  may  be  asked  to  choose 
important  deities,  natural  forms  or  real  life  situations  which 
they  have  seen  in  dance,  as  for  example, 

—  Shiva,  Vishnu,  Ganesh,  Parvati,  Durga,  Saraswati. 

—  important  rivers,  sacred  trees,  flowers  with  symbolic  mes¬ 
sages  or  wearing  ornaments. 

They  may  then  be  asked  to  collect  all  the  mythological  stories 
and  legends  connected  with  each.  For  example  : 

—  how  Ganesh  got  the  head  of  an  elephant, 

—  what  was  the  outcome  of  the  churning  of  the  oceans, 

—  legends  linked  with  the  lotus  flower,  etc. 

Reference  from  books,  interviews  with  senior  citizens,  the 
observation  of  traditional  customs  and  rituals  can  be  various 
ways  in  which  to  gather  information. 

This  exercise  will  help  the  students  widen  their  knowledge. 
The  material  can  be  exhibited  on  the  bulletin  board  and  made 
into  a  project  book  for  later  reference. 

2.  Periodic  excursions  may  be  organised  to  temples  and  muse¬ 
ums  so  that  children  may  be  exposed  to  sculpture  and  paint¬ 
ing.  Those  specifically  related  to  dance  should  be  studied  in 
detail.  The  students  should  be  encouraged  to  note  down  vari¬ 
ous  aspects  regarding  each  work  of  art  —  facial  expressions, 
mudras,  postures,  costumes,  dance  formations  and  even  the 
surroundings  and  environment. 

Students  from  the  senior  school  may  be  asked  to  make  a 
study  of  the  relationship  between  the  dance  form  and  specific 
items  of  sculpture  and  painting. 
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tilfl  +t  37Rf  37TR-RTR  %  clRll  Rft  37fi7^7fRRRt  RRt  Psh  R I — <+>  crl  I  Rt 
RiT  fq^Rtd'JI  R77f  %  Riy,  RiFt  Rt  RRRTt  f  I  fRR  75TR  ^iRir  3^t  RT 
35T37f  Rit  y,+  Tjft  y+p7d  RR  RRut  f ,  ft  ftfRi  ftRR  f  3T34R  ftcft 
t  3tt7  f  TTRRTT  R^fR  yPdP<H  Rf  RPdRtPRRf  R  fg  RRif  f'l  tRRf  +t 
FR  did  f  37RRR  RRTRt  RtffR  fR7  RR7T  7RR  3tft7  ffRR7  fldd—  ftft 
37TRR  f  dpt  '3f  f’l  R73TRRI,  3-^  RRTR  ys^iy,  %  tftR  R7F7 
RfT  RRTRt  f  3?t7  fRR  f  fKRtcRRT  3RT  3Rt37f'  f  3TRRt  RRRRt 
%  373RR  yRdPctd  RR  RRTf  ft 

7.  RFcRTjf  RTffRT  R  RTRtffRT  cfftf  %  37RR7  R7  tRRf  R7t  Rt^  3Rtf 
Rft  TRRT  RRf  %  Rdp  +61  Rt  RRTRt  f ,  ffRf  rdleK  fr  RR?R  RTt 
RRTRT  RRT  ftl  RRIFTRTf  fg  %  R=q.  RRRT3  ^  R^ttcRR  RTRRT  fk 


A  folder  with  photographs,  pictures,  observations  and  com¬ 
ments  may  be  prepared.  (Pictures  from  this  package  may  be 
used  similarly  in  the  class  room  before  organising  an  excur¬ 
sion  in  order  to  make  the  students  familiar  with  the  forms). 

3.  Students  may  be  asked  to  make  large  drawings  or  collect 
pictures  of  all  the  different  mudras  or  symbolic  actions  used 
in  the  dance  form  they  have  seen.  A  large  board  may  be 
prepared  with  traditional  decorations.  Under  each  mudra  or 
pictorial  representation,  they  may  be  asked  to  write  its  name 
and  meaning  and  what  it  is  used  for.  Senior  students  can  add 
the  Sahitya  or  verses  of  the  songs  where  the  mudra/ action 
is  used.  An  attempt  should  be  made  to  project  the  use  of  the 
same  mudra/ action  in  different  situations. 

4.  Facial  expression  —  Abhinaya,  forms  an  important  part 
of  dance.  The  teacher  should  explain  the  nine  rasas  to  the 
students.  The  details  of  explanation  can  vary  with  each  age 
group. 

An  interesting  informal  game  can  follow  this.  The  students 
can  be  asked  to  mime  a  mood  in  a  self-created  situation  or 
story.  The  rest  of  the  class  may  be  asked  to  interpret  the  story 
and  name  the  rasa  that  it  portrays.  Bhaya  or  fear  can  be  de¬ 
picted  at  length,  for  example,  as  a  child  trapped  in  a  danger¬ 
ous  situation  in  a  dark  and  gloomy  forest  with  a  fearsome 
animal  chasing  the  child.  Simple  movements  and  prominent 
expressions  can  reflect  the  mood. 

5.  The  teacher  can  encourage  the  students  to  improve  their 
rhythm  and  tala  by  organising  simple  activities.  The  students 
should  be  asked  to  prepare  charts  where  the  beats  of  the 
rhythmic  pattern  are  visually  represented  using  attractive  mo¬ 
tifs.  Different  motifs  should  be  used  for  each  different  time 
cycle.  (A  key  can  be  made  to  explain  the  value  of  the  symbols 
shown  in  the  chart). 

More  experienced  students  may  be  given  another  graded 
activity.  Each  students  may  be  allotted  a  fixed  number 
of  time  bars  and  be  asked  to  create  rhythmic  patterns  within 
the  given  time  frame,  using  various  permutations  and 
combinations  of  speeds  and  rhythm.  This  activity  will  bring 
out  the  inherent  creativity  and  develop  precision  and  concen¬ 
tration. 

6.  The  teacher  may  give  the  students  a  project  topic,  such  as 
'Dance  in  daily  life’.  The  students  may  be  asked  to  observe 
the  actions  and  expressions  of  the  people  around  them.  Stu¬ 
dents  can  then  compile  a  list  of  scientific  dance  movements 
that  are  akin  to  those  in  daily  life  and  trace  their  origin  in  every 
day  actions  and  mannerisms.  The  students  must  be  made  to 
realize  that  art  forms  and  real  life  are  closely  linked  to  each 
other.  In  fact,  they  may  be  asked  to  pick  out  a  few  common 
gestures  and  convert  them  into  aesthetic  dance  movements, 
using  their  imagination. 

7.  During  important  religious  and  social  festivals,  the  students 
may  be  asked  to  compose  short  dances  depicting  —  the 
relevance  of  the  festival,  for  example,  birth  of  Jesus,  Lord 


R>)  Ri6M~l  RRT  r4Wl<  R>)  H-IlH  %  ck14> ,  3RfR  Ri)  yKJd  H+> All 
RT  TTRTRT  tl  RR  tj?R  RTt  TrWr  %  fRR  TfRT  RTt  TTRT  R  RTTJR  fRTRT 
RT  RTRTRT  tl  RR  Jlftfofa  3TRRR  RTRRt  t  fRT  fRTR 

RRTR  3T^5lf  3^  RRT  RR  f^RTT  RRt  RrT  RT  RRR  RRTR  RTRTRT  tl 

8.  ^TRf  RTt  {RHIcHRidl  RTt  TRtRTt  %  RTR  ^  3T£RTRRTt  RR  Rlf^TT  fRT  ^ 
R^#'  RTRFR  RR  it,  RfRR  ^  TF#RR  RfRRR  'ifdfclM  if  RfR  I  3RT: 
3T*RTRRT  3R§RRt  sfk  RfRRTT3Tf  ^  RTTRRlRh^R  ^ft  fir  wM  fWI 
TJTRf  RTt  ^  RRT^  tl  RRIRTRlt- 

-  RTTfR  RTt  3TTRRRRTRT  -  RR^q  ^ 

-  ftRT  RTf  -5R«fRT  -  RRfRRR  RT^R 

-  RlHlfRRi  3RRTPTRTTT 

10  3  15  TJTRf  %  RRjtt  RTf  3TTRRfRT  RRT  RRTRRTTTt  RR  ^  T^RT  RTRRTfR 
fTR  $UrT|  RRft  %  feUT,  R>6I  RT  RRTRT  tl  $1IR>1  Rft  tl-ddl  3fk  fS'dRd 
RTR-RTTRT  3RfR  Rldl  %  TH*^)  UR  iff  Rt  RTRt  RTft^l  TR  ‘ifdfdlR 
RTT  R^?R  t  ^RRT  RRTRT  t  3ftT  RRRff  RidilrHRi  RfR'RT  RTT  RRRfR 
RRR1  tl  TR  UTfRTRf  RTf  TrefR  fRRRf  3TRRT  RfR  fRRR  %  3TRRT  RT 
RTTJR  fRTRT  RT  TTRTRT  tl 

9.  fRRRRT  iJRT,  RfRT  %  RTftRF  fRRR  TTRTTtR  3TRRT  3RR  fRTTff 

TTRTTfR  %  fRIJ  tRR  fRTRT  RT  TTRTRT  tl  Rift  3R-RTRRT  RRT  flRRRTT 
RRR  RR  TTRT^  t  3ffT  400-500  WRt  Rif  T^RTT  RRT  R>i4r>*H  (RTf) 
RTRR  RR  RRit  tl  '?TT%  fRR  RTTffRRT  #R  %  fRRR  tft-  RRTfR  3?fT 
THRifd  RTT  TTORR,  TROTTI,  RTR  sffc  RftRt,  W'mW  41^41  Rif  TTHTRTR 
3RfR  RTt  RRT  RT  RRTRT  tl  t^T  fRRTRTRTTR  fRRW  RRT  RgRTR 

RRT  tf  RfR  RRTRT  tl 

10.  3RR  R^R  H^cR^I  RfcTMRRT  RTRf  %  fRR;  3RRffRR  R7t  RT  RTRitf  tl 
Rltf  3RR  RTTRRIR  RRT  RfRT  -jcR-^hI  %  RfR  Rid)  t  RfR  RRpf  t^ 
3-t  RT?T  RTRT  Rlfey,  fRT  t  fRR  •Jrd  RR 't  RfffRR  t,  3<Hl)  3RR  -Jed 
RRf  Rff  'JRRT  Rif  I 

RTT.'Rf.R.'tT.  'gJR  ':JRT  RT  tRR  fRvt  Rt  TTRtf  %  3R-RRR  'gRT  ftfRR 
RRTR  RT)  RfRfRfRRT'  3RRffRR  Rif  RT  TTRitf  t,  TRR  tf  RTTRfR  ^|RT 
RRt  %  RfR  WRt  Rif  RTRRTRf  dct  RT  fRR  fRRf,  Rlt,  tRT’JRT,  TRTfR 
RRTf  3ftT  'JTRRif  Rif  RRRffRRT  RRTf  RT  TTRTRf  tl 

11.  3RRRRT,  t?T  %  TTRt  R^TR  RRTf  R  PHRpRd  'FR  t  ^RT-RRTRf  RR 

3RR)RR  fRTRT  RT  T5T  tl  F1RT  tf  %  RR?  t,  fRRRT^.  Rifuilti 

3Rfg  RRctf  %  RftT  RfTR'Jjf  ^JRT  TRTTRf  %  RRRf  RT  RR  t  RRT  RR 
TTTRt  3Tft  tl  TRIRT  t%  %  TTRTTf?  ct  Wit  RRTt  R  T^jct  %  %9ld) 
RRT  Rt  RfRt  tl  IR  RTTtRTRf  RR  fRT^R  ^Rl  TTRf  TTRTRTT  RRT  R 
fRRT  RTRT  tl  WRf  Rrf  TTRTRR  RRf  Tf  ?R  RTTtRTRf  %  ®4)<)  Rif  RTRTt 
RRifRR  RRt,  3-t  fRRR  3T*RRR  RRR  3ffT  RfR^R  Rt  TFRt  t^  TTRTcT 
RR  TTRf  %  fcRTi  RTRT  RRT  RT%R;i  ^RT  RTT^RRlf  t  t  Rftng  RTRTTRTTtf 
RRT  TTRTRRf  %  RTR,  ftf^RR  RT  ^cfR  RTgfRRf  3tr  RTRT,  RTR  RRT 
3TfRRR  RT  T>P=iRR  feo#TRf  (TTRfSR)  Rcf,fdd  Rif  Riff  RT%R;  RRT 
RRRR  3TKRRR  fRTRT  RTRT  RTftRlI 

12.  df °h)  ( ■Jr'T  RTRTTRTTTf)  Rf  TjfRRT,  ddfi  •Jrd  Rf  tlftlRT,  TTRRR  RRT 
t  RTTR  RRR  t,  ^JTR  %  TTTRTR,  ^JTR  TRRf  RT  ^TRtr,  RfRRRTf,  RlffTRT 
RfRRRTf  R^TfRR  ^f  RT  TTRTRf  tl  fRT  PRRpHd  RTR  t  fRTRT  RT  TTRTRT 
t,  fRTRf  RfR  Rf  RrffffRR  RTRRTRf  Rftt  RT  TTRTcff  tl 

RTRTRiR  :  RRRRf  ftR 


Buddha,  the  Nativity  play,  the  story  of  Holika  and  the  man¬ 
ner  in  which  the  festival  is  celebrated.  These  dances  may  be 
presented  at  the  school  assembly  on  the  day  of  the  festival. 
This  activity  make  the  students  aware  of  how  the  concept  of 
goodness  and  truth  permeates  all  religions. 

8.  In  order  to  discover  the  creativity  of  the  students,  the  teacher 
must  involve  them  in  interesting  activities  related  to  life,  in 
general.  The  teacher  may  therefore  distribute  carefully 
selected  topics  on  relevant  issues  from  newspapers  and 
magazines,  for  example, 

—  the  necessity  for  peace,  —  the  futility  of  violence, 

—  social  inequalities,  —  national  integration, 

—  conservation  of  the  environment. 

Groups  of  10  to  15  students  may  be  asked  to  form  tableaus 
in  an  appealing  and  effective  manner.  The  planning  and 
designing  of  the  tableaus  should  be  done  by  the  student 
group  themselves.  The  aim  of  the  activity  is  to  create 
awareness  among  the  students  and  use  their  artistic  talent. 
These  tableaus  may  be  presented  on  national  days  or  on 
sports  day. 

9.  A  thematic  dance  ballet  can  be  prepared  for  the  school 
annual  day  celebrations  or  any  other  function.  The  teachers 
can  work  together  and  organise  a  show  involving  400-500 
students.  Themes  of  topical  interest  like  conservation  of 
nature  and  culture,  literacy,  hunger  and  poverty,  the  problems 
of  slum-dwellers,  etc.  may  be  enacted.  Such  a  mammoth 
production  will  reach  out  to  the  school  and  the  community 
as  well. 

10.  Another  very  important  activity  must  be  organised  for  the 
students.  In  order  to  awaken  in  them  an  interest  in  all  the 
other  classical  and  folk  dance-forms,  the  students  must  be 
encouraged  to  compare  other  dances  with  the  style  they  are 
familiar  with. 

By  studying  all  the  packages  on  dance  prepared  by  CCRT,  a 
variety  of  activities  may  be  organised.  In  addition,  exhibitions 
with  pictures,  charts,  costumes,  musical  instruments,  and 
books  can  be  arranged  to  widen  the  knowledge  of  the 
students  regarding  Indian  dance  forms. 

11.  Nowadays,  dance  festivals  are  conducted  regularly  in  all 
the  major  cities  of  the  country.  In  recent  years,  the  temples 
of  Khajuraho,  Chidambaram,  Konark  etc  have  risen  as 
centres  for  important  Dance  festivals.  The  Spic  Macay 
festival  reaches  even  the  students  of  schools  in  small  towns. 
Extensive  reporting  is  done  in  all  newspapers.  The  students 
should  be  asked  to  collect  newspaper  cuttings,  study 
them  and  keep  a  record  for  future  reference.  Names  of  artists 
and  famous  accompanists,  information  regarding  rare  or 
special  items  in  the  performances  and  interesting  comments 
on  tala,  bhava  and  abhinaya  may  be  collected  and  studied. 

12.  Lists  of  dancers,  their  styles  of  dance,  the  institutions  where 
they  work,  the  academies  of  dance,  books  on  dance-forms, 
magazines/journals  on  the  subject,  may  be  compiled. 
This  may  be  an  ongoing  programme  in  which  additional 
information  can  be  noted  every  year. 

Artist :  Saswati  Sen 


1. 


cFiSTcft  HrM 

w 

SITZ  71®?  qrr  TPfm  TO  -4'  Its#  qr  fe  fet  qft  gqr  % 
ffe  fen  qrrrrr  ti  feet  ftt  g?q  qqftq  fe  rrir  ft  qrfqft  gn 
gqT  ft  fet  Fife  tl  si TZ  TRq  qrt  3TSR7T:  fe  f-  qqrqz  qr 
3IT<J#| 

2.  «ITZ 

sirs  ?Rq  qrT  3T$rc?T:  fe  qqrqz  qr  qrrgrfrr  ti  gr?  ffe  ft  gqr 
4ifd=h  g?q  gqr  yftftq  qft  fe  ti  qg  gqrgr  qr  gqr  g<q  fer 
qft  srRfeqr  fftfe  ti 

3.  mz 

grr  ffe  ft  gqr  sqq  fttffer  grq  gqr  qqffe  qft  fe  ti  qg  ftt 
zm-si  qT  y,q>  grq  fer  qft  rHKfeqr  fesrfrr  ti 

4.  qq  TTETTeR 

ciciqiK  qT  qq  ftqnqq  qrsiqr  -jrq  fett  qrr  gq>  fWly  rgsgrr  ti 
qrfqft  Fiq ft  qqm,  rfe  qqq  qru  qft  trttt  qr  ftrt  qft  mqt  ftrft 
ti  qg  qra  qnnqq  qT  qqqn  ft  ft  qfe  gqr  gfe  ti 

5.  ftftMqfel  %  rtsi  qrfqft 

grr  ffe  ft  qrfqft  fet  gqqr  fegqT  qgft  gg  qqrfqT  qqr  t, 
fe  fe  3tqn§T,  felqu  qqiqT  fer  fefet  ft  fftqqR  fet  ti 
ftqtrrqrR  qrfqft  %  rrrq  ftqrr  qR  rg  t.  fferft  qqqq  qyqqr, 
qrqrqg  qrqqr,  fegft  qrqqr  fer  rnfftt  qTqqr  fearr  ti  gqq 
ferrgqr  q^rgqtq  qrrq  fe  tfer  feftrq  fe,  qq  qrfqft  qqfe  fe 
qrqrr  ft  grq  qrrrit  fei  fM  qgqrqT  qferq  qrsiqr  qrfqft  fet 
feigni  ft  ft  gqr  ti 

6.  TO5TT  ( ffert ) 

qqqR,  qrsiqr  -jrq  feft  qq  qqr  3Rrrqi7gT  r-ragn  ti  qrfqft  qqr 
qqq  1 3,9,  27,  81 ,  108  qT  gaft  qqiqr  qqqR  grr  qrrrft  ti 
gnfe  feq  crqirqqi  ftarr  rrgift  qr  Hoiqq  girt  qft  quit  ti 

7.  ffe,  ffegrqfe,  qrgr?.fei  qmfet  %  qqrn^  ft 

qrsiqr  ^?q  qq  qferfqqi  3Tsqqq  q#  qr  f*fe  qqpq 
fqqqrqn  q  qt  fqfe  ti  q?  -frq  qq  t,  fqraqq 

qqqq  qnq  qtt  qrsir-qrKH  "#ft  qft  qrfer  qroTi  't 
13TTi  qq  qfe  qq  RTqfeq  t,  ^ft  Riefe  q?  qrqq  q 
qizqrtq  ttm  sm  qrm  %  qkrq  •jiq  ■%  fqqne  qrt 
yfei^H  fern  tfe  t  q?fe  qrt  fe’jqr  qr  «qrq  qtffei 

8.  -HcHlUl 

qq  qqr  ^ qqqrqrTqT  %  tfe  qqrn  t  qrrqr  qrai 

sir  3tr  wqq  3ist  srffeiqq  ti  ■gnqr  qrqR  t  fett  sfe 
•jcq  %  qqqfq  7t  H5<rl  <mi  qrr  srfferqq  qfet  aft  1  qqi  qrfet 
TTcrnft  qrt  qqr  ft  fferf  t  Ttt  f  1 

9.  TRT 

qra  fet  qfet  fe  (ttm)  qr  fe  zqr^T  qr  qnq  qfefe-qq 
t.  fe  3ifeft  qr  qqr  qfer  'gq?  qT  fett  qra  ftt  qf  fftfe 
ti  qfe  grq  qftrfqfq  qT  qM  tr  3  qj?;  fet  ti 

10.  giq  g'Ht 

q?  qqr  gfq  frt  qr  frt  ■gqr  qff  qqffe  qrqft  t,  fe  tft  qr 
qffe  qr  Re  qrt  qqftfq  qfe  qfe  gsife'  ft  ft  qqr  ti 


11.  TpIZ 

q?  gqr  qrfqqrT  'grrr  arfet  qr  fez  ft  sfe  fer  qrt  ^qrft  qrft 
rtr  qrt  qqfftq  qnq  qr  fftq  qftiq  ft  qrri  qirft  ti  fttft  fez 
ft  fqfe  fe  qftqrt  ftr  gra  ft  fe  ?rqrqr  fe  ti 

12.  fe§r  qr  qfe 

qfrq  qrr  yqh  qftt  feifftqr  qrqrrft  3fe  fqfe  Treiftfi  qn  fqrqT 
-rich  ti  q?r  qftqrt  qqtqrT?qqr  fesi  qT  qqg  qrr  qfel  gq 
fqfe  q  fe  ti 

13.  3Tlfe 

qftqit  feft,  feqi  qft  qrrriqqT  ftr  titsi  siqq  qqfe  qrr  qTRq 
qrr  fe  ti  qe  ffe  ft  feqrt  fer  qft  aqfe  zqfe  gq  fqfe 
ft  fe  ti  zfe  qm  qrq  qrq  ft  qfqq  qtqr  3ift  qrq  qTq  ft 
qfe  qqfe  it  ^ 

14.  fenr  (  qrfeqfq  qiqqT ) 

qe  gqT  ft  qferr  qqr  t  fqr  feqff  snqftqfq  fer  fe  t,  zfer 
qfe  qrq  srrft  qrt  fe  qqr  qqgqq  gqr,  fe  fqr  qfet  qm  gqr 
t,  ft  fe  fq  ti 

15.  q<q  (T^qr) 

qq  ftgqq  qrqgqr  qqr  grqr  qr  qqr  fqfe  qnrqr  qrr  ffen  ^7 
fe  ti  qrq  qrfe  qr  fe  gq  t  fe  srgffer  ftrfe  gf  ti 

16.  RTreeq  TR 

qqr  feqft  qqqrq  qra  <^^1  qrr  qrqr  ft  fe  fe  ffe,  qrfefeq 
tlqrr  srefe  fef  fe'  ferq  gq  fqfe  ft  fe  ti  rf  Rfet 
qrq  fe  ffe  fe  fe  wr  qT  qrreqq  m  qft  qferr  ti 

17.  zfqrr 

q?  ffe  ft  fen  qrq  fqffer  fqrqT  qqr  ti  feqft  sreer  feR 
grr  qq  fe  t  fe  qpfe  fen  ft  gre-grR  (ffer)  trit  fe 
ti 

18.  feftt  qqTR 

qTfqqrr  ftq  ft,  qrfqqrr  fer  gqr  ft  fent  qfe  -p;  fqfe  ft  fe 
ti 

19.  feFH 

gn  ffe  ft  qrfqft  sreft  grrrgrT  q?q  fe  t,  fe  znfe  gftR 
qrr  gqr  anq  nec^  ti  qrn  fe  me  g^sci  qgfe  qft  gqr  qrr 
fqqq  qrrft  fe  ffe  qtfe  ftr  feirq  gqr  ft  ti 

20.  qqm 

ga  ffe  ft  qfen  qqr  t  ffe  fefet  afe  fer  fe  fe  ft.  qfet 
feftt  ft  grqt  d‘ii  qR  sreft  qTqrr  qft  RqT  fe  ti 

21.  fefezTT  ffeg 

qrfqft  ftq  qrq  qr  rftft  gg  qqqig  ffeg  qft  qqrf  rtt  ti  fe 
ftqqr  fe  qrffqr  fe  ffe  znqrT  ftr  fftr  fe  zrqr  gqr  gqr  ft 
qqr  gstr  ti 

22.  TTR 

Rrerfir  qr  rre  qft  qgq  qqrt  gg  fqffer  fqrqT  qnrn  ti  grr  ffe 
ft  qrfqft  qft  rrrqrqT  ft  rftr  ffenfe  gg  gfen  qqr  ti  zfe 
qfe  qrfgft  ftr  ft  qgq  qqrgr  gsq  ti 

23.  fTOTT 

q?  ffe  'fNji  qrr  ffenq  qrrrn  t,  fferft  qrfqft  qrr  gqr  ^tst 
qfgft  qft  gqr  qft  qqrf  rgT  t  rqqffe  prq  ■grsr  iqrg^z  qr 
ggrz  qrr  qrffqrrrqqr  ti 


Kathak  Dance 


1.  That 

That  is  a  term  used  in  Kathak  for  standing.  At  the 
beginning  of  any  dance  performance,  the  dance 
takes  this  pose.  The  word  that  literally  means 
structure  or  form. 

2.  That 

The  word  that  literally  means  structure  or  form.  In 
this  picture  a  basic  dance  pose  is  shown.  This  is  the 
beginning  of  a  dance  piece  or  tukra. 

3.  That 

In  this  picture  another  basic  dance  pose  is  shown. 
This  is  also  a  beginning  of  a  dance  piece  or  tukra. 

4.  Footwork 

Tatkar  or  footwork  is  a  special  feature  of  the  Kathak 
dance  style.  The  dancer  stamps  out  the  tala  with 
the  feet  to  the  accompaniment  of  the  percussion 
instrument  which  is  either  the  tabla  or  the 
pakhawaj. 

5.  Dancer  with  Musicians 

This  picture  depicts  the  dancer  wearing  the  Mughal 
costume  which  comprises  the  angarkha,  the  churidar 
pyjama  and  the  odhni.  The  dancer  is  accompanied 
by  the  musicians  —  the  tabla  player,  the  pakhawaj 
player,  the  flutist  and  the  sarangi  player.  The  Mughal 
costume  was  popular  during  the  medieval  period 
when  the  dancer  performed  in  the  courts  of  the 
Nawabs.  It  is  also  one  of  the  costumes  worn  by  the 
Kathak  dancer  today. 

6.  Chakkar  (Pirouettes) 

Chakkar  is  an  extraordinary  feature  of  the  Kathak 
dance  style.  The  dancer  takes  3,  9,  27,  81,  108 
or  even  more  pirouettes  or  chakkars  at  a  time. 
Rhythmic  accompaniment  is  provided  by  the  tabla 
or  the  pakhawaj. 

7.  Painting,  Kishengarh,  late  18th  C 

For  the  historical  study  of  Kathak  dance, 
evidence  is  available  in  paintings  also.  Kathak 
is  a  dance  form  that  evolved  from  the  ancient  art 
of  story  telling  of  northern  India.  It  consisted  of 
narration,  which  was  usually  sung  and  dramatised. 
During  the  Mughal  period,  the  dance  evolved  further. 
Notice  the  costume  of  the  dancer  in  this  painting. 

8.  Salami 

This  is  an  Urdu  term  which  was  used  in  the 
Mughal  period  meaning  salutation.  In  the  Mughal 
courts,  the  dancer  first  saluted  the  King  before 
commencing  his  or  her  performance.  The  dancer  is 
seen  here  in  the  salami  pose. 

9.  Sama 

Any  tukra  or  paran  culminates  on  the  first  beat  of  the 
tala  —  the  sama  which  is  usually  a  graceful  pose  or 
stance  taken  by  the  dancer.  Each  dance  movement 
or  tala  starts  from  the  sama. 


10.  Nrityahasta 

This  pose  shows  the  nrityahasta  or  hand  gesture 
which  is  one  of  the  stances  taken  to  show  the  sama 
on  arriving  at  the  sama. 

11.  Ghunghat 

This  gesture  is  used  to  show  a  nayika  covering  her 
face  with  the  odhni  or  veil.  The  dancer  conveys  her 
shyness  by  lifting  the  veil  from  her  face  to  look  out. 

12.  Shanka  or  Conch 

The  Shanka  is  used  in  all  auspicious  occasions 
and  special  ceremonies.  The  dancer  is  seen  here 
symbolically  blowing  on  the  conch  or  shanka. 

13.  Arti 

The  dancer  commences  the  performance  with  a 
stuti,  an  invocation  to  God.  In  this  picture,  the  dancer 
is  seen  offering  arti  to  the  Lord.  The  sacred  lamp, 
diya  is  held  in  the  right  hand  and  the  left  hand  holds 
the  bell,  the  ghanti. 

14.  Dua  Mangna  (Seeking  blessings) 

This  pose  depicts  the  dancer  asking  for  blessings, 
both  hands  are  extended  forward  in  an  appropriate 
mudra  which  is  a  double  hand  gesture. 

15.  Pushpa  (Flower) 

This  is  a  double  hand  gesture  depicting  a  flower,  or 
specifically  a  lotus.  The  hands  meet  at  the  wrist  and  the 
fingers  are  spread  out. 

16.  Vatsalya  rasa 

The  dancer  is  seen  with  extended  arms  eagerly 
waiting  for  the  child  god.  The  sthaee  bhava  is  that  of 
the  love  of  a  mother  for  the  child  or  Vatsalya  rasa. 

17.  Tika 

The  shringara  bhava  is  depicted  in  the  picture.  The 
dancer  is  completing  her  make-up  and  applying 
kum-kum  in  the  parting  of  her  hair. 

18.  Veni  banana  (Plating  the  hair) 

In  the  nayika  bheda,  the  dancer  is  seen  in  the 
shringara  pose  plaiting  her  hair. 

19.  Kundal  (Earrings) 

Inthispicturethedancerisseenputtingonherearrings, 
which  is  another  aspect  of  completing  her  shringara. 
Hamsasya  mudra  using  both  hands  depicts 
the  kundal  or  earrings  held  near  the  ear. 

20.  Gajra 

This  picture  shows  the  dancer  adorning  her  hair  with 
a  veni  of  flowers  at  the  end  of  her  make-up. 

21.  Shesha  shayee  Vishnu 

The  dancer  shows  Lord  Vishnu  reclining  on  the 
Shesha  Nag.  The  hand  held  high  above  the  head 
symbolises  the  snake  god. 

22.  Rama 

Rama  is  usually  depicted  holding  a  bow.  In  this 
picture  the  dancer  is  shown  removing  the  arrow  from 
the  quiver.  In  the  right  hand  she  holds  the  bow. 

23.  Krishna 

This  picture  depicts  Krishna,  one  hand  of  the  dancer 
shows  the  gesture  for  flute  while  the  other  symbolises 
the  crown  or  the  'moramukut'. 
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1.  That 

That  is  a  term  used  in  Kathak  for  standing.  At  the  beginning 
of  any  dance  performance,  the  dance  takes  this  pose.  The 
word  that  literally  means  structure  or  form. 
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2.  mz 
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2.  That 

The  word  that  literally  means  structure  or  form.  In  this  picture 
a  basic  dance  pose  is  shown.  This  is  the  beginning  of  a  dance 
piece  or  tukra. 
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3.  mz 
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3.  That 

In  this  picture  another  basic  dance  pose  is  shown.  This  is  also 
a  beginning  of  a  dance  piece  or  tukra. 
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4.  TTZ  TRTTrFT 

flfl=t>K  ^  ^  ^IqH  •J^I  ^Icil  ^7T  y,d>  el^T1!  T?l  dctal 

1T*T  ^  ^snri  mii^)  qi<rl  =1161  «‘ld  Tt  ^Tt  ^ft  cTM  ^cft  1?l  'JfF  3T9 
H'taid'd  'Jn  flsfdl  ^  ^  ^cTI  i?l 


4.  Footwork 

Tatkar  or  footwork  is  a  special  feature  of  the  Kathak  dance 
style.  The  dancer  stamps  out  the  tala  with  the  feet  to  the 
accompaniment  of  the  percussion  instrument  which  is  either 
the  tabla  or  the  pakhawaj. 
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5.  Dancer  with  Musicians 

This  picture  depicts  the  dancer  wearing  the  Mughal  costume 
which  comprises  the  angarkha,  the  churidar  pyjama  and 
the  odhni.  The  dancer  is  accompanied  by  the  musicians  — 
the  tabla  player,  the  pakhawaj  player,  the  flutist  and  the 
sarangi  player.  The  Mughal  costume  was  popular  during 
the  medieval  period  when  the  dancer  performed  in  the  courts  of 
the  Nawabs.  It  is  also  one  of  the  costumes  worn  by  the  Kathak 
dancer  today. 
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6.  Chakkar  (Pirouettes) 

Chakkar  is  an  extraordinary  feature  of  the  Kathak  dance  style. 
The  dancer  takes  3,  9,  27,  81,  108  or  even  more  pirouettes  or 
chakkars  at  a  time.  Rhythmic  accompaniment  is  provided  by 
the  tabla  or  the  pakhawaj. 
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7.  Painting,  Kishengarh,  late  18th  C 

For  the  historical  study  of  Kathak  dance,  evidence  is  available 
in  paintings  also.  Kathak  is  a  dance  form  that  evolved  from 
the  ancient  art  of  story  telling  of  northern  India.  It  consisted  of 
narration,  which  was  usually  sung  and  dramatised.  During  the 
Mughal  period,  the  dance  evolved  further.  Notice  the  costume 
of  the  dancer  in  this  painting. 
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8.  fMWl 
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8.  Salami 

This  is  an  Urdu  term  which  was  used  in  the  Mughal  period 
meaning  salutation.  In  the  Mughal  courts,  the  dancer  first 
saluted  the  King  before  commencing  his  or  her  performance. 
The  dancer  is  seen  here  in  the  salami  pose. 
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9.  Tm 
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9.  Sama 

Any  tukra  or  paran  culminates  on  the  first  beat  of  the  tala  —  the 
sama  which  is  usually  a  graceful  pose  or  stance  taken  by  the 
dancer.  Each  dance  movement  or  tala  starts  from  the  sama. 
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10.  Nrityahasta 

This  pose  shows  the  nrityahasta  or  hand  gesture  which  is 
one  of  the  stances  taken  to  show  the  sama  on  arriving  at  the 
sama. 
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11.  Ghunghat 

This  gesture  is  used  to  show  a  nayika  covering  her  face  with 
the  odhni  or  veil.  The  dancer  conveys  her  shyness  by  lifting 
the  veil  from  her  face  to  look  out. 
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12.  Shanka  or  Conch 

The  Shanka  is  used  in  all  auspicious  occasions  and  special 
ceremonies.  The  dancer  is  seen  here  symbolically  blowing  on 
the  conch  or  shanka. 
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13.  3TTTcft 
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13.  Arti 

The  dancer  commences  the  performance  with  a  stuti,  an 
invocation  to  God.  In  this  picture,  the  dancer  is  seen  offering 
arti  to  the  Lord.  The  sacred  lamp,  diya  is  held  in  the  right  hand 
and  the  left  hand  holds  the  bell,  the  ghanti. 
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14.  Dua  Mangna  (Seeking  blessings) 

This  pose  depicts  the  dancer  asking  for  blessings,  both  hands 
are  extended  forward  in  an  appropriate  mudra  which  is  a 
double  hand  gesture 
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15.  Pushpa  (Flower) 

This  is  a  double  hand  gesture  depicting  a  flower,  or 
specifically  a  lotus.  The  hands  meet  at  the  wrist  and  the 
fingers  are  spread  out. 


TTR  TTg  ITfinarcrT  Centre  for  Cultural  Resources  and  Training 


Kathak  Dance 


16.  cUrHc^  TH 
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16.  Vatsalya  rasa 

The  dancer  is  seen  with  extended  arms  eagerly  waiting  for 
the  child  god.  The  sthaee  bhava  is  that  of  the  love  of  a  mother 
for  the  child  or  Vatsalya  rasa. 
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17.  <rte>T 
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17.  Tika 

The  shringara  bhava  is  depicted  in  the  picture.  The  dancer  is 
completing  her  make-up  and  applying  kum-kum  in  the  parting 
of  her  hair. 
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18.  Veni  banana  (Plaiting  the  hair) 

In  the  nayika  bheda,  the  dancer  is  seen  in  the  shringara  pose 
plaiting  her  hair. 
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19.  Kundal  (Earrings) 

In  this  picture  the  dancer  is  seen  putting  on  her  earrings, 
which  is  another  aspect  of  completing  her  shringara. 
Hamsasya  mudra  using  both  hands  depicts  the  kundal  or 
earrings  held  near  the  ear. 
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20.  Gajra 

This  picture  shows  the  dancer  adorning  her  hair  with  a  veni  of 
flowers  at  the  end  of  her  make-up. 
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21.  VlMy'l^l  f^OTJ 
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21.  Shesha  shayee  Vishnu 

The  dancer  shows  Lord  Vishnu  reclining  on  the  Shesha  Nag. 
The  hand  held  high  above  the  head  symbolises  the  snake 
god. 
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22.  Tm 
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22.  Rama 

Rama  is  usually  depicted  holding  a  bow.  In  this  picture  the 
dancer  is  shown  removing  the  arrow  from  the  quiver.  In  the 
right  hand  she  holds  the  bow. 
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23.  Krishna 

This  picture  depicts  Krishna,  one  hand  of  the  dancer  shows 
the  gesture  for  flute  while  the  other  symbolises  the  crown  or 
the  'moramukut'. 
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